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FIXTIONS
Collaborative fictions  
to intervene from speculation  
in emerging realities
The practice of design increasingly goes 
beyond creating specific (tangible or 
intangible) objects, to focus on projects 
related to the design of services, 
organisations, systems, platforms or 
experiences. In this context, design becomes 
the mediator of a sociotechnical network 
whose actors -human and non-human- try to 
stabilise to achieve a functional artefact.
On the other hand, the acceleration 
of technological, cultural, political and 
environmental change presents a challenge 
for managing the uncertainty that has been 
approached, for example, from Design 
Fiction or speculative design. These two 
approaches focus on object design to 
imagine the universe that has given rise to it. 
Based on the actor-network theory and 
post-anthropocentric design, Fixtions 
proposes an experimental methodological 
framework for transmedia collaborative 
fiction. Focusing more on the narrative than 
on the product design, it takes advantage 
of the narrative capacities to produce an 
imaginary universe that enables exploration 
of the design of speculative prototypes and 
their assemblages. The process is carried 
out using different expression languages, 
resulting in a transmedia narrative produced 
collectively.
Fixtions has been developed between the 
subject of transmedia design of ELISAVA’s 
MUDiC with Carlos Scolari, and Laboratori 
Cívic d’Emprenedoria i Economia Social, 
CoBoi, and has been tested at the Istituto 
Europeo di Design. This article details its 
methodology and reflects on the context 
from which it emerges and with which it 
holds dialogue.
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“A novel examines not reality, but existence. And existence is not what has occurred, ex-
istence is the realm of human possibilities, everything that man can become, everything 
he’s capable of. Novelists draw up the map of existence by discovering this or that hu-
man possibility.”
Milan Kundera
To anticipate the future, the 
expectations that operate in 
the present are put into play 
to give shape to the bases 
and possibilities of the future. 
Analysing them or making 
them explicit can be useful 
to understand, structure and 
manage the multiple futures that 
are crowded into the now.
Introduction
In 1970, a group of French engineers designed VEL, an 
electric car that sought to be the spearhead for a series 
of transformations that would lead society to a more 
sustainable and environmentally responsible way of life.
This machine, projected by what Michel Callon [1] 
would call sociologist-engineers, aimed to shift the bur-
den of the automobile as a symbol of power and status to 
make it essentially more utilitarian. The goal was to put 
science and technology at the service of society and to 
suppress the social categories that were distinguished 
by their styles of consumption. 
For this to become a reality, the techno-utopian team 
planned the assembly of a series of actors that formed 
the ecosystem on which the machine was part: General 
Electric Company would manufacture the engine, the 
batteries and accumulators of the electric motor, Re-
nault would take care of the chassis and The French 
State legislated to subsidise the town councils that im-
plemented the technology, and citizens would change 
habits they had been simmering for decades.
Michel Callon explains that this project failed be-
cause its promoters failed to build a solid and lasting 
actors network; or in other words, they did not ensure 
that materials, companies, public institutions and so-
ciety came to a stable coexistence. The electric battery 
did not work correctly, the implementation of the car 
involved the creation of hundreds of service stations 
that no one was willing to assume, and the ecological 
movements were losing strength. The VEL was a vehi-
cle that wanted to leave behind the consumer society, 
but the collapse of the socio-technical agents that made 
up the ecosystem that would make it possible left it with 
no momentum to continue to progress. 
Something similar could be said of Google’s aug-
mented reality glasses, which were to be the vanguard 
of a humanity even more imbricated with digital tech-
nologies, but encountered a society that refused to be 
filmed or photographed without permission and legis-
lation that considered that driving with these glasses 
(which supposedly increased human perception) could 
be a dangerously distracting factor. This, not to mention 
that it was more an expensive prototype than a finished 
product.
In both cases, the people in charge of the designs did 
not sufficiently consider the network with which their 
objects had to settle into. In this regard, sociologist and 
researcher Laura Forlano [2] explains that the practice 
of design increasingly goes beyond creating specific (tan-
gible or intangible) objects to focus on projects more 
related to the design of services, organisations, systems, 
platforms and experiences. Here, the person designing 
must organise relations between society, technology, in-
frastructures, laws, environment, code, suppliers and 
materials, to give just a few examples. Whether or not 
their design works will depend on their ability to reach 
agreements between the political, economic and ethical 
agendas of these human and non-human stakeholders, all 
depending on being able to influence their environment.
As Marres [3] and Wilkie [4] explain, design acts as 
an agent in influencing the material and symbolic con-
ditions of everyday life, introducing new practices and 
modifying existing ones.
According to the perspective of the actor network 
theory, present in all these approaches, design practice 
should not be focused on the objective, but must be able 
to manage the complexity of which it is part, mediat-
ing between different spheres and actors with different 
natures and interests. For this reason, it is necessary to 
construct critical thinking about the place of design, to 
worry about the ways in which it deploys its tools, and 
how it dialogues, both in its production and in its use, 
with the ecologies it forms a part of.
Future cartography
Both the electric car project and the Google glasses im-
plied a particular type of user. The former were initially 
people concerned about the environment and who want-
ed to achieve social change, and then all citizens in gen-
eral. Google Glass users, however, were people interested 
in technological innovation, trends and the potentials of 
consumer electronics, and with great purchasing power.
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In both cases, the design proposals focused on po-
tential, although not de facto users. Innovation and in-
vention are aimed at creating devices that do not exist 
as such. As Wilkie explains, designing a new artefact 
involves producing new users, who emerge between the 
design process and its use, converging multiple and di-
vergent relationships and interests between people, de-
vices, practices, contexts of use and flows of information.
To anticipate the future, the expectations that oper-
ate in the present are put into play to give shape to the 
bases and possibilities of the future. Analysing them or 
making them explicit can be useful to understand, struc-
ture and manage the multiple futures that are crowd-
ed into the now. This is especially true in a context in 
which the frantic speed of socio-political, technological 
and environmental changes necessitate the activation of 
uncertainty management mechanisms.
Forward-thinking devices have been widely used in 
the field of technological innovation and are increas-
ingly applied in other fields such as the design of cities, 
public policies and services. Taking into account that 
the stability of an artefact will depend on its use, it is not 
surprising that the user has ended up taking so much 
importance in the design processes.
1. Fiction, soft technologies, 
laboratories
Throughout history, narration has been used as a soft 
technology, understood as a device that influences or 
modulates human behaviour and social processes. Re-
ligion, for example, has deployed a series of stories 
(more or less fictitious) that have marked the lines of 
the desirable and the abject in the construction of social 
pacts. The same can be said of the novel or the cinema in 
representations of the genre, love, patriotism or the di-
chotomous tension between good and evil; or the prop-
agation of the Silicon Valley techno-liberal idea that the 
state is the main enemy of the internet and only market 
forces can create a decentralised network of communi-
cations accessible to the entire world.
Indeed, narration can be used as a tool. Storytelling 
(as understood by Vicente Luis Mora [6], is as an instru-
ment of the art of literature) has been used with discre-
tion, in addition to the entertainment industry, in areas 
such as politics, marketing and advertising, human re-
sources and in negotiation to persuade, summarise and 
organise information and generate community [7], to 
give just a few examples. 
But the functions of the narration device do not end 
there. Their capacity as a channel of fable has infused 
science-fiction with the power to anticipate futures and 
be a source of what Lance Weiler calls story-driven in-
novation. There are known cases where this genre has 
influenced (more than predicted) in innovations subse-
quent to the creation of the story. The submarine (Twen-
ty Thousand Leagues Under the Sea by Julio Verne) or 
the gestural interfaces (Steven Spielberg’s Minority Re-
port) are two examples of tangible proof that fiction op-
erates as a laboratory. Experimental psychologist Steven 
Pinker [8] explains that, at a cognitive level, fiction is a 
modality to experience what happens in different im-
aginary situations, so that generalities can be extracted 
that will later serve in real life. The mind, according to 
Pinker, is a laboratory where hypothetical situations are 
created in a controlled and risk-free environment. 
In this respect, and in a reverse manner, Parikka [9] 
explains how laboratories produce imagery that locates 
the coordinates of the possible. In their exploratory na-
ture, these spaces deploy techniques to discern between 
the impossible and what is likely to become a reality, 
and execute mechanisms that shift the possible to the 
probable. In this sense, design also closes the objective 
of the possible to focus on that which can exist in the 
plane of the real thing.
2. Objects that come from the future: 
Design Fiction and speculative design 
Traditionally, design has focused on producing useful 
artefacts for contexts within what has been agreed to 
be called reality. Several thinkers and designers have 
plunged into other temporal topologies, many of them 
fictitious or potential, to explore what Anthony Dunne 
called Critical Design, highlighting the policies that in-
corporate, deploy, and execute design practices.
Within this area, researcher, designer and member of 
Near Future Laboratory, Julian Bleecker [10] published 
an essay in 2009 that popularised the idea of Design Fic-
tion, a type of practice aimed at creating narrative spaces 
where cultural artefacts emerge in futuristic form. Based 
on the premise that science fiction generates prototypes 
of other universes in its stories, Bleecker defends a prac-
tice that assembles narration, conceptualisation, matter 
and software to create objects that, being a mix of fact 
and fiction, become pieces from which the archaeology 
of the future emerges. Based on them, Bleecker proposes 
to generate conversations on the habits and experiences 
that these diegetic objects could have generated. 
Thus, this practice that results in objects and their 
stories becomes a technique of materialising the imag-
ination, removing constraints imposed by reality from 
the equation. It functions as a machine that provokes, 
raises questions and spurs innovation. 
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In a similar vein, Anthony Dunne and Fiona Raby 
published Speculative Everything [9] in 2013, where they 
take the same angle as Bleecker when imagining other 
types of society from observing objects he has produced, 
inferring the values, beliefs or ideologies that may 
have given rise to them. Here again, neither seeks to 
 anticipate the future, but to pierce and disturb the pres-
ent, taking it to other places. In their words, the authors 
are interested in the idea of  possible futures, which they 
use as tools to better understand the present and to dis-
cuss the kind of future that people want and, of course, 
do not want. 
These authors construct this framework by recog-
nising the limitations of design in addressing issues such 
as overpopulation or climate change, thereby relying on 
design practice to trigger a change in values, attitudes 
and behaviour. Positioning design on the soft technolo-
gies side, they advocate a kind of doing that speculates 
on how things could be, so that spaces for debate on al-
ternative ways of being, doing and relating are opened, 
thus redefining our relationship with reality.
Therefore, speculative design puts fable strategies 
on the table such as thought experiments, where rules 
are defined that are related to natural or philosophical 
laws (especially ethical) to test ideas, to test limits or to 
explore the possible implications. Focusing on the act of 
object design, the authors reject the creation of fictional 
worlds before focusing on the project. In fact, they talk 
about “storymaking” rather than “storytelling” to mate-
rialise these imagery by shifting them from commercial 
applications to more social purposes, and prioritising 
society over consumers.
Both Design Fiction and speculative design explore 
catalogues of present expectations by activating imag-
inary futures from fictional objects. In these two prac-
tices, the design of an artefact serves as a touchstone to 
construct a series of stories that critically speculate on 
the present, looking toward the future.
3. Transmedia collaborative research: 
the representation and the vehicle
Sociotechnical reflection from the objective and spec-
ulative uses various means to explore the worlds that 
emerge from the designs. In this sense, these processes 
could be defined as transmedia research, considering 
that the narratives that are constructed materialise and 
flow through several languages. 
The case of Design Fiction is especially evident. 
Hales [10] and Auger [11] point out that this discipline 
creates fictitious worlds through the combination of 
informed extrapolations of emerging technologies and 
trends through videos, short stories, comics, fictional 
crowdfunding videos, fake documentaries and mock 
academic articles, all borrowing techniques from film, 
literature, engineering, architecture, ecology, comedy or 
psychology. 
In fact, transmedia narrative is a procedure that can 
be useful as a way of exploring real as well as fictitious 
realms. During the first semester of the 2016-2017 aca-
demic year, students from the ELISAVA’s Master’s De-
gree in Design and Communication were experiment-
ing with transmedia, as both a method and a format 
for presenting a research process. Once the experience 
was completed, they were asked about this method 
of  focussing on process and result, and responded, in 
general, that the use of several platforms enriches the 
process of searching for answers and multiplies the con-
texts of action and incidence. Regarding the narrative, 
they explained that it helped to build and give coher-
ence to complex arguments, while generating avenues 
to guide collaborative research. 
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Fiction is a modality to 
experience what happens in 
different imaginary situations, 
so that generalities can be 
extracted that will later serve 
in real life. The mind, according 
to Pinker, is a laboratory where 
hypothetical situations are 
created in a controlled and  
risk-free environment.
FIXTIONS
Wilkie and Forlano focus on the role of design as medi-
ator of sociotechnical networks (involving institutions, 
technologies, desires, materials, ecosystems, laws, be-
haviours and expectations) and at the same time as a 
process of creation of new (future) habits and relation-
ships. Based on these approaches and the actor-network 
theory on which they are based, a framework has been 
developed called Fixtions, a transmedia collaborative 
fiction experiment that leverages narrative capabili-
ties as soft technology to design possible devices with 
 capacity to intervene in the current emerging realities.
In this sense, it functions as a space for speculative 
experimentation -a group fable mechanism- that uses 
collaborative fiction to produce circumstances that 
highlight some of the necessary assemblages that would 
stabilise a design in a future sociotechnical network. 
Fixtions develops an approach to post-anthropocentric 
design, insofar as it attributes a prominent, although not 
primordial, role to users and makes them dialogue and 
affect other agents, both human and non-human.
Its approach shares the fundamental premise of fic-
tional and speculative design (reflecting on the present 
through the design of artefacts in the future), but it is 
unmarked from relying on the collective creation of fic-
tional worlds (worldbuilding). 
In general terms, the Fixtions works as follows: from 
the articulation of a series of narratives that depart from 
current and emerging imaginaries and needs, a field 
of play is established where a series of characters are 
placed, relating to one another through narrative arte-
facts, reveal the cultural, geographic, urban, labour, or 
environmental characteristics of these worlds, as well as 
the conflicts that cross them. 
These imaginary territories, once constructed col-
lectively, should be explored through “ethnography of 
fiction”, so that a series of needs and challenges are iden-
tified through interviews that will become the  bases for 
prototypes that aim to alleviate or resolve them. 
Finally, these prototypes will return to the present to 
be analysed and placed into operation in contemporary 
problems, so that the extent to which they could  operate 
to address them can be tested. This is where Fixtions 
reaches its objective: to prototype designs that address 
emerging needs in the present.
This universe and its narratives are built  gradually 
and collectively, through a mosaic that mixes text, 
 collage, video, reports, fake web pages, drawings or 
models, so that it emerges, evolves and presents itself as 
a mosaic-transmedia narrative.
1. Locating Fixtions
The framework presented here has been developed 
informally and intermittently for a long period of time, 
and draws on disciplines such as design theory, science 
and technology social studies, media studies, narratology, 
post-human philosophy, experience design, user studies, 
post-anthropocentric design and transmedia narrative.
Its concretion has taken place between Laboratori 
Cívic d’Emprenedoria i Economía Social - CoBoi and 
the subject of transmedia design in the ELISAVA’s Mas-
ter’s Degree in Design and Communication, which has 
influenced its approach. 
Fixtions has been tested for the first time, in collab-
oration with Sergi Frias, in a 16-hour workshop at IED 
Barcelona – Istituto Europeo di Design, held in Febru-
ary 2017. Students from global design, fashion, trans-
portation design and trend research participated in the 
workshop. In this first experience, Fixtions focused on 
preventive social innovation [14] with an emphasis on 
design and social entrepreneurship. Thus, a specific 
time and space was proposed as the starting point. The 
fictional world to be created had to be dated in Barcelo-
na in 2030, and the groups had to speculate on a given 
subject: new cities, virtual assistants, surveillance and 
privacy, end of work, global warming, or a theme chosen 
freely, previously agreed with the people running the 
workshop.
Although Fixtions was in this case in a framework 
(preventive social innovation), spatiotemporal coor-
dinates and some specific themes was conceived as a 
methodology for collaborative work based on fictional 
narrative oriented toward influencing current reality. 
For this reason it can be deployed in other areas such 
as social research, art, design, cultural studies with an 
emphasis on narrative, theory and medial experimenta-
tion or as an activist proto-strategy device, to give a few 
examples.
Thus, the following is a first operational version 
of a methodology that is designed to be modular and 
 adaptable to the different working contexts, and which 
will continue to be tested in various spaces and accom-
pany the achievement of several objectives.
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2. (Possible) instruction manual for 
Fixtions
It is recommended to work in teams of four people. 
Each team will create a world with its people and rela-
tionships, and make a prototype. 
The dynamics of work hang from the individual to 
the collective and are nourished by techniques of collab-
orative narration or Design Thinking.
Each of the exercises will be strictly timed; deadline 
pressure will be needed in this process of collective cre-
ation.
The 10 movements for Fixtions
Movement # 1 Build teams with different capacities 
and convergent interests
Movement # 2 Research an emerging topic 
As a starting point for the work, one or more topics 
desired to be reflected upon are proposed. Each team 
chooses one, and individually each person does a small 
amount of research on the internet starting from arti-
cles proposed in advance and located on an Etherpad 
or similar. After this, the results are pooled together to 
generate an initial situational analysis of the subject.
Movement # 3 Create a fictional world (worldbuilding)
The world will be created based on the research under-
taken in the second movement. This collective creation 
exercise seeks to create systems with a certain complex-
ity that express the rules, routines, forms of government, 
environmental issues, production relations, technologies, 
cultures, aesthetics, conflicts and inequalities of these 
worlds.
Workflow: 
1.  Individually, describe the various areas of the fictional 
world (government, work, etc.) on sticky notes. Then, 
team all the team’s notes by theme. 
2. Define each area collectively.
3.  Once the fictional world has begun to take a concep-
tual form, each team takes the streets to experience 
the real world rendered by the imaginary world. They 
take photos, drawings, videos, interviews or collect 
objects.
4.  Back to the workspace, a visual/textual representa-
tion of the world is carried out collectively.
Movement #4 Create People
Taking into account that the fictional world affects the 
people who live in it:
•  Individually, define the basic characteristics of the per-
son (name, age, gender, education, profession, income, 
personality, lifestyle, motivations or needs); how the 
person relates to technology, the environment, other 
people and work. 
•  Draw this person and give him/her a name. 
•  Explain him/her to the rest of the team.
Movement # 5 Situate people in the world
•  Individually, describe a normal day, a weekend or a bad 
day of the person that has been created. Try to place 
the person in challenging situations.
•  Describe it by telling a story using text, Snapchat, 
WhatsApp or any other form of expression.
•  Share the story with the rest of the team.
Movement # 6 Ethical fiction for problem identification
Working in pairs of participants from the different teams 
(worlds). One of the pairs ethnographically  describes 
the fiction, the other interprets the person created in 
the fourth movement. 
•  The ethnographer asks, listens and tries to identify 
 realities that seem to be meaningless or unfair, as well 
as teams of people or communities that could help to 
activate a change of circumstances.
•  The ethnographer makes a report during the interview, 
which will be given to the interviewee.
•  Once the exercise is over, the two people change part-
ners and roles.
Movement # 7 Decision of which problem to address
Once everyone has been the ethnographer and the per-
son interviewed, all participants will have a report on 
some of the problematic circumstances of their world. 
•  The teams that created the worlds and speculative 
 situations regroup.
•  Share the content of the report with the rest of the team. 
•  Collectively, pool the issues and define what they want 
to work on, as well as the teams in their fictional world 
that they could work with.
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Movement 3 Visual representation of the fictional world.
Movement 4  
Create people.
Movement # 8 Prototype salad 1
•  Individually, conceptually on a sheet, prototype the 
design of a product, service or action that could help 
to alleviate or solve the problem identified. Specify the 
name, explain what it is, how it works and draw a pic-
ture.
•  Within the team, circulate the first version of the proto-
type to the right. For two minutes, the next person adds 
new ideas and functions to the prototype. The exercise 
is repeated until each prototype reaches the person 
who started it.
Movement # 9 Prototyping
•  All prototypes are put together and combined or dis-
carded in order to develop one together. 
•  Collectively, develop the prototype by giving it entity. 
Define the name, type of project (organisation, tech- 
nology, communication campaign, intervention in public 
space, architecture, activism, etc.), type of social im-
pact, operation or communication strategy. 
•  Once the characteristics of the project have been de-
fined, materialise it using volumes, digital editing tools, 
video or any other technique.
•  Explain it by telling a story and using any format.
•  Present the prototypes and stories to the other groups.
Movement # 10 Return to the present
•  Individually, answer a series of questions related to the 
current situation of the problem: how the speculative 
prototype would work today, how it could be adapted 
to be operative, and whether or not it can work and why.
•  Put the answers together and generate a product (text, 
image, audiovisual, infographic) that explains how it 
would work or not work today.
•  Discuss the results and problems with all groups.
1.  This dynamic is an adaptation of the prototype salad of Colaborabora 
www.colaborabora.org
3. First test: results
As the first observations of the experiment, the useful-
ness of starting from the narrative to look for the assem-
blages of the design is emphasised. Constructing from 
the story led to a great understanding of the emerging 
fictional world, whose complexity grew as the work-
shop progressed.
On the other hand, the fact of conducting the cre-
ation process through concrete instructions is posi-
tively valued. The accelerated timing in the various 
movements, although initially perceived as a source of 
pressure, was considered an incentive to produce narra-
tives and objects, which ended in great creative energy 
and enthusiasm among participants. The fact of work-
ing through iterative layers was also valued very posi-
tively, since it gave situational context to the work and 
its evolution at all times.
In the movements where there was more room de-
cisions about the work processes by participants, there 
appeared to be moments of confusion, for which in the 
next Fixtions tests, the exercises to be carried out will 
be further specified and driven. In this sense, the topics 
that were proposed to research were somewhat open. In 
the future, the core themes of work will be presented in 
more detail.
An element that helps in the construction of the ex-
perience and the immersion of the participants is the 
fact of performing and placing the body in the fictional 
worlds and their circumstances. Both the movement of 
going out and rendering it according to the narratives 
of the future world, as well as the ethnography phase of 
the fiction, were evaluated as moments where the sen-
sitive was activated, creating a new perceptive layer in 
the story. On this aspect, and to increase the sensation 
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Movement 8 
Participants decided 
to physically make an 
individual prototype 
before starting the 
collective.
Movement 9 Presentation of the collective prototype.
of immersion in fiction, the possibility of producing ob-
jects such as badges, hats or pieces of clothing that the 
participants have to dress in while performing will be 
evaluated.
Since Fixtions focuses more on the process of 
 thinking than on generating a well-produced object, the 
realisation phase was somewhat frustrating for some 
participants. Depending on the contexts, spaces and 
profiles with which it works, the possibility of adding 
perspectives with more experience in graphic, digital or 
product or service design will be evaluated, in order to 
place greater emphasis on the final production, of both 
the prototype and the world and their stories.
In the presentation of the stories, more care should 
be taken in the future to use less conventional formats 
for storytelling such as Snapchat, WhatsApp, Telegram 
and Wattpad. 
On the other hand, in this first experience partici-
pants were not asked to register a creation process. At 
the time of the evaluation, these materials were missing, 
so in future implementations, the various content that is 
produced will be recorded, creating a kind of archiving 
of the entire transmedia collaborative narration process, 
as well as the various expressions of the emerging de-
sign assemblies.
On the more formal side, the need to produce ma-
terials with more careful attention to visual details that 
would guide each movement in detail was also identi-
fied. The possibility of producing a deck of cards for that 
purpose is proposed.
4. A transmedia collaborative research?
In the specific case of Fixtions, the transmedia narrative, 
briefly introduced at the beginning of the workshop, be-
came a natural and almost unconscious mechanism of 
exploration of the constructed speculative world, since 
each type of material support served to explain differ-
ent parts of the universe, its stories, circumstances and 
relationships.
In fact, the constellation of generated materials, both 
at the level of individual, collective or hybrid stories, as 
well as audiovisual and physical materials, could not be 
coherent without this transmedia aspect. In this sense, 
a relationship between coherence and immersivity is 
established, where both are supported and feedback to 
one another. This combination is the one that enables 
entry to and exit from the fiction to identify the diegetic 
problems, to work on them from the team in the non-fic-
tion, then to put them back into the imaginary world 
and to test them by means of the narration mechanism.
Regarding the transmedia product generated at the 
end of the workshop, it must be admitted that at the for-
mal level it did not have as good a result as it could have 
done if greater effort had been devoted. At this point, 
one wonders whether transmedia research has no more 
meaning as a process than as a result, or whether this 
depends on the type of environments and objectives to 
which this framework is directed.
5. Other Fixtions
To the extent that Fixtions is an open, flexible and mod-
ular framework, there can be as many applications as 
objectives to accomplish. Next, some that were already 
proposed in the process of designing or testing the tool 
will be outlined.
In general, Fixtions has been designed as a model ap-
plicable to two different areas that can be crossed and 
fed back. 
On the one hand, that of collaborative research or 
co-creation related to studies and media arts, post-digital 
cultures, or post-anthropocentric approaches in gene-
ral. The fact that a special focus on the assemblages is 
made enables non-human agencies to be made visible 
through different narrative artefacts. In this same line, 
Fixtions could operate as a research framework for the 
stories and fictions of contemporary culture, especially 
focusing on neoliberal and techno-scientific ideologies, 
as well as those that affect bodies through gender or 
precariousness.
On the other hand, Fixtions can be applied to the 
field of social, economic and political innovation. It has 
been considered especially useful for testing preventive 
advocacy initiatives (on emerging issues), in the fields of 
social entrepreneurship and public policy. Also, in a con-
text where institutions and organisations are  beginning 
to be ineffective because of the speed of contemporary 
change, Fixtions can offer a path of organisational inno-
vation by projecting futures in the short, medium and 
long term.
Finally, as stated, it is to be emphasised that Fixtions 
is developed in an imaginary context of future specula-
tion. However, it would be very interesting to bring its 
collective fable tools to other temporalities related to 
deep time, or to pasts or presents that never got to ma-
terialise. These types of residual temporalities or those 
that are out of focus could be especially fruitful to re-
flect on technologies and media.
51
 Andreu Belsunces Gonçalves 
FIXTIONS Collaborative fictions to intervene from speculation in emerging realities
52
ELISAVA TEMES DE DISSENY
References
[1] Callon, M. “El proceso de construcción de la socie-
dad. El estudio de la tecnología como herramienta para 
el análisis sociológico”. Domènech, M; Tirado, F, (eds.) 
Sociología simétrica. Ensayos sobre ciencia, tecnología y 
sociedad. Barcelona, Gedisa, 1998, p. 143-170. 
[2] Forlano, L. “Decentering the Human in the Design of 
Collaborative Cities”. Design Issues, 32,3, (2016), p. 42-
54. Available at: https://doi.org/10.1162/DESI
[3] Marres, N. “Testing Powers of Engagement: Green 
Living Experiments, the Ontological Turn and the Un-
doability of Involvement”. European Journal of Social 
Theory, 12,1. (2009), p. 117-133.
[4] Wilkie, A. “Regimes of Design, Logics of Users”. 
Athenea Digital, 11, 1 (2011), p. 317-334. 
[5] Lovink, G. Dynamics of Critical Internet Culture. Am-
sterdam: Institute of Network Cultures, Amsterdam, 
2009. Available at: http://networkcultures.org/_up-
loads/tod/TOD1_dynamicsofcriticalinternetculture.pdf
[6] Mora, V.L. Por qué llamar a las series arte cuando 
quieren decir storytelling. [online]. [Accessed: 28 de dic-
iembre 2016]. Available at: http://vicenteluismora.blog-
spot.com.es/2015/06/por-que-llamar-las-series-arte-
cuando.html
[7] Belsunces, A. Narración colaborativa como tecnología 
blanda: funciones, aplicaciones y desafíos. AusArt Jour-
nal for Research in Art. 4, (2016), 2, p. 115-130. Available 
at: http://www.ehu.eus/ojs/index.php/ausart/article/
view/17017/15307
[8] Pinker, S. “Toward a consilient study of Literature”. 
Dins: Gottshall, J; Sloan, D (eds), The literary animal: 
Evolution and the nature of narrative, Evanston: North-
western University, 2005, p. 162-178.
[9] Bishop, R; Gansing, K; Parikka, J; Wilk, E (eds.). 
“Across & Beyond - A transmediale Reader on Post-dig-
ital Practices, Concepts and Institutions.” Sternberg 
Press, 2017.
[10] Bleecker, Julian. “Design fiction.” A short essay on 
design, science, fact and fiction. Near Future Laboratory 
(2009). Available at: https://pdfs.semanticscholar.org/
a2a2/0834d8debb32acf50b5f2c24fc6b020f013b.pdf
[11] Dunne, A; Raby, F. Speculative everything: design, fic-
tion, and social dreaming. USA: Mit Press, 2013.
[12] Hales, D. “Design fictions an introduction and pro-
visional taxonomy”, Digital Creativity, (2013), 24:1, 1-10. 
Available at: http://www.tandfonline.com/doi/full/ 
10.1080/14626268.2013.769453?scroll=top&needAc-
cess=true
[13] Huger, J. “Speculative design: crafting the spec-
ulation”. Digital Creativity. (2013), 24:1, 11-35. Availa-
ble at: http://www.tandfonline.com/doi/full/10.1080/ 
14626268. 2013.767276?scroll=top&needAccess=true
[14] Manos, M. Toward A Preemptive Social Enterprise. 
Verynice, 2016.
53
 Andreu Belsunces Gonçalves 
FIXTIONS Collaborative fictions to intervene from speculation in emerging realities
Bibliography
Auger, J. “Speculative design: crafting the speculation” 
Digital Creativity, (2013), 24:1, 11-35. Available at: http://
www.tandfonline.com/doi/full/10.1080/14626268. 
2013.767276?scroll=top&needAccess=true
Belsunces, A. Narración colaborativa como tecnología 
blanda: funciones, aplicaciones y desafíos. AusArt Jour-
nal for Research in Art. 4, (2016), 2, p. 115-130. Available 
at: http://www.ehu.eus/ojs/index.php/ausart/article/
view/17017/15307
Bishop, R; Gansing, K; Parikka, J; Wilk, E (eds.). “Across 
& Beyond - A transmediale Reader on Post-digital Prac-
tices, Concepts and Institutions.” Sternberg Press, 2017.
Callon, M. “El proceso de construcción de la sociedad. El 
estudio de la tecnología como herramienta para el análi-
sis sociológico” Dins: Domènech, M; Tirado, F, (eds.) 
Sociología simétrica. Ensayos sobre ciencia, tecnología y 
sociedad. Barcelona, Gedisa, 1998, p. 143-170. 
Dunne, A; Raby, F. Speculative everything: design, fiction, 
and social dreaming. USA: Mit Press, 2013.
Forlano, L. “Decentering the Human in the Design of 
Collaborative Cities”. Design Issues, 32, 3, (2016), p. 42-
54. Available at: https://doi.org/10.1162/DESI
Hales, D. “Design fictions an introduction and provi-
sional taxonomy”, Digital Creativity, (2013), 24:1, 1-10. 
Available at: http://www.tandfonline.com/doi/full/ 
10.1080/14626268. 2013.769453?scroll=top&needAccess 
=true
Kirby, D. “The Future Is Now: Diegetic Prototypes and 
the Role of Popular Films in Generating Real-World 
Technological Development.” Social Studies of Science 
(2009).
Lovink, G. Dynamics of Critical Internet Culture. Amster-
dam: Institute of Network Cultures, Amsterdam, 2009. 
Available at: http://networkcultures.org/_uploads/tod/
TOD1_dynamicsofcriticalinternetculture.pdf
Manos, M. Toward A Preemptive Social Enterprise. 
Verynice, 2016.
Marres, N. “Testing Powers of Engagement: Green Liv-
ing Experiments, the Ontological Turn and the Undoa-
bility of Involvement.” European Journal of Social Theo-
ry, 12, 1. (2009), p. 117-133.
Mora, V.L. “Por qué llamar a las series arte cuando quier-
en decir storytelling”. [online]. Vicenteluismora.blog-
spot.com.es [Accessed: 28 December 2016]. Available at: 
http://vicenteluismora.blogspot.com.es/2015/06/por- 
que-llamar-las-series-arte-cuando.html
Pinker, S. “Toward a consilient study of Literature”. 
Dins: Gottshall, J; Sloan, D (eds), The literary animal: 
Evolution and the nature of narrative, Evanston: North-
western University, 2005, p. 162-178.
Wilkie, A. “Regimes of Design, Logics of Users.” Athenea 
Digital, 11, 1 (2011), p. 317-334. 
Attribution-ShareAlike
CC BY-SA
